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SPACE ~--- COLOR ~ SYMMETRY 
O. ZOUNI 
Vrilission 22, 15236 P. Pendeli, Greece 
Abstract--The author refers to the direct or indirect use of symmetry in her art. She uses straight lines, 
all of  which begin from the same point, in order to transmit in design and color a beam of light. She works 
colors in their positive and negative aspects. In other works she interrupts her planes and divests the cut 
points, thus, giving the impression of a refraction which, in the similar elements, is like two successive 
reflections. Her compositions with the linear perspective are either developed symmetrically in a vertical 
axis or in parallel removal of this axis. 
Most of the elements in my work arise from the observation of nature, the environment and visual 
phenomena. In nature a symmetrical structure is observed, which, however, is not always absolute; 
for example, the leaves, the flowers and the number of elements i often odd. Nature as well as 
art breaks the rule. Art cannot easily comply with the laws of strict geometry, which is why when 
it starts to be codified, to repeat i self, it loses all its spontaneity. I use symmetry in my work as 
a means of realizing an idea, because by mind is preoccupied by an idea and not by a theory. I
set myself a geometrical problem in order to materialize my thoughts. 
Since 1961 I have been investigating problems of space and geometry. I have been working in 
stages. The geometrical method helps me to materialize my idea--conception. The basis of my work 
is a linear design. My main problem is to organize the two-dimensional surfaces and three- 
dimensional spaces, so that I can express my visual experience. 
I do my paintings or sculptures first on a small scale. The preparation of a model or notes allows 
me to vary form and color, exploring all possibilities, before moving to the final scale. 
STUDY OF A BEAM OF L IGHT 
Light is a phenomenon that I have persistently observed and it is something that has greatly 
influenced my work. I study a light beam on many successive l vels, or how it develops on various 
surfaces. This study is based on the observation of light on vertical planes. Firstly, the final result 
is translated into a linear design, secondly into colors and, therefore, concrete visual illusions are 
created. For example, a straight line looks like a curved one (Fig. 1) or, likewise, a plane looks 
curved. I started with constructions of two vertical planes that at certain points are increased and 
form boxes (Fig. 2). The top of the beam starts from one of the levels and is developed on the 
other planes according to the angle which it makes (Fig. 3). This study of beam induces me to create 
sculptures (Fig. 3), as well as environments with many elements in positive and negative colors 
(Fig. 4). In these first works, I drew the beam with a symmetrical structure which sometimes divides 
the work into two equal parts and at other times one of these two parts progresses further than 
the other (Fig. 5). Progressing from there, I reached the point where I could work with two elements 
which reflected one another but only within the design (Figs 1 and 4). The colors in the symmetry 
axis are reversed, and thus a work is created with twin elements in a positive and negative synthesis 
(Fig. 6). Sometimes these elements are set free from their reflected positions, appearing more and 
more on the basis of being divided into a grid according to the proportion of their sides (Fig. 7). 
Sometimes I place my sculptures on a base so that parts of them are reflected on it. These bases 
could be of stainless teel or water, or simply a mirror (Fig. 8). The most recent, and still developing 
idea, is one of a multireflection--with a mirror placed not only on the base but also on the upper 
part of the sculpture. 
This multireflection, this multisymmetry, creates a feeling of vastness, which I also pursue in 
other ways in my work. In the works of this group that are drawn symmetrically there is only one 
position for the observer to see this symmetry, in any other position it is obscured (Figs 2 and 9). 
This is something that is natural, due to its volume. 
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Fig. 1. Twin sculptures, positive-negative, each 215x 50 x 45 cm, 1978. 
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Fig. 4. Environment with four elements, positives-negatives, 250 x 160 x 140 cm, 1976. 
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Fig. 7. Environment with five mobile elements, surface 20m2, concrete slabs 50 x 50~1, each element 
88 x 84 x 43 cm, 19741980. 
Fig. 8. Sculpture, 134 x 82 x 52cm, 1983. 
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Fig. 9. Twin sculptures, positive-negative, each 72 x 19 x 14cm, 1974. 
Fig. 10. Twin construction i  wood, positive-negative, each 130 x 130cm, 1979. 
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A general conclusion from this group of my works is that starting from a visual phenomenon, 
an observation of nature, I finally reach a linear geometrical design, with an intellectual 
development of colors. Concerning the colors, what interests me, is whether there is a balance in 
intensity or not. Usually, I work with chromatic ontrasts and often develop the same theme in 
both its positive and negative aspect (Fig. 10). Color is a basic element in my work. I work with 
basic colors and the tones I use serve the purpose of projecting the basics. 
CUTTING OF PLANES 
I have sometimes developed my designs by dividing the surface into 8 x 8 or 16 x 16 modules 
and I have tried to take advantage of the 5/8 of the surface that is equal to the golden section. 
The final surface, a result of the superimposition f many successive surfaces, is cut and the parts 
that are created, are kept apart, side by side (Fig. 11). Thus, the cut forms--parallelograms, 
squares, triangles, circles, diagonals--upon removal give the impression of refraction. A refraction 
which is caused by the interference of a surface that is revealed with the simultaneous removal of 
the cut sections of the first picture (Fig. 12), Therefore, according to the laws of refraction in similar 
materials, it is a result of two successive reflections and of two successive symmetries. 
L INEAR PERSPECTIVE-- IMPRESSION OF VACANCY 
In my work I have been using the linear perspective more and more. Perspective has been a 
common problem for painters throughout history who want to express the third dimension in their 
work. That is, they try to transmit he depth of the real world on a particular surface level. I have 
been using perspective as a way of penetrating the feeling of emptiness and thus I create a deserted 
space of chaos and vastness that is stressed more by the human absence (Fig. 13). Many times I
interrupt the perspective by opening a window on the picture, a second plane. This window usually 
"looks" on to the wall (Fig. 14), which either stays as it is, creates a new painting surface 
(Fig. 15) or even reflects the environment with the interference of a mirror (Fig. 16). The lack of 
a human figure or some other element of scale reference, permits the eye to lose itself in the vastness 
and the geometrical space takes the size that is identified with emotionally at that very moment 
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Fig. 11. Linear design, 1968. 
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Fig. 12. Construction in wood, 150 x 130cm, 1972. 
Fig. 13. Horizon, 115 x 290cm, 1986. 
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Fig. 16. Construction i  carton with mirrors, 101 x 131 cm, 1985. 
by the spectator. There is a series of my works, whose composition is absolutely symmetrical to 
the vertical axis that divides the picture (Fig. 17). 
This is something that is observed in the history of art. For example, The Lord's Supper by 
Leonardo da Vinci, where the architectural environment of the work is developed in a central 
perspective, with absolute symmetry, and where the visual point is on Christ's head--a symbolic 
and obvious intention of the painter. 
Fig. 17. Cubes-module, 94 x 130cm, 1985. 
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Fig. 18. Stairs in Perspective, construction in carton, 71 x 71 cm, 1979. 
In my works, the position of the observer, where this symmetry can be seen, is the frontal one 
(Fig. 18). In some of these works there is an additional small element that disturbs their symmetrical 
composition, this element also varies in size according to the observer's position, because it is on 
a different plane (Fig. 19). In another series of my works, bigger than the previous one, this axis 
of development of the composition is transposed towards one side of the picture (Fig. 20). The 
same thing, naturally, may happen with the transposition of the horizon. This, of course, is not 
a personal practice of mine, but maybe it reveals a symmetry of compositions. With this research 
Fig. 19. Stairs in Perspective, construction in carton, 71 x 85 cm, 1979. 
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Fig. 20. Altar, construction in wood, 170 x 250cm, 1985. 
Fig. 21. Double Space, construction in wood, 120 x 250cm, 1979. 
into placing the vertical and horizontal axis of development of the composition within the picture 
I was led to works with double twin spaces, on which the horizon is identified but the vertical axis 
is in such a relation that the two spaces become independent instead of being united (Fig. 21). 
STRIATIONS IN A LOGARITHMIC  SCALE 
In some parts of my compositions, which I started approximately in 1976, I created stripes with 
a progressive increase in their thickness. Each time they are studied according to the geometrical 
problem within which I place them. These stripes increase the impression of depth and, according 
to the mathematical succession that they follow--e.g, logarithmical--they give the level surface the 
impression of a curved one (Figs 13, 15, 20 and 21). This occurs because the mathematical 
succession is in fact the projection by means of straight lines from a certain point of a curved line, 
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which comes from the distortion of another symmetrical parabola or catenary by the parallel 
transposition of the axis of its symmetry. 
These stripes are also another way of using plastics and geometrical means in order to create 
depth, the optical illusion. I feel that illusion exists in art. Therefore, in order to stress illusion, 
I use perspective, symmetry with mirrors or the reflection of water, as well as other geometrical 
means. 
